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THE MUSICAL TIMES. JULY 1, 1873. 141 
one is grateful at least for the consequent freshness of 
a major. Apart from musical qualities, it is scarcely logical 
to connect, as in one sentence the distinct passages ending 
"lift them up for ever " and " day by day we magnify * " 
but it should be the province of the composer to enforce 
and not confuse his test. 
Andvante. For the Organ. Composed by J. Makinson Fox. 
A CONCISE melody of two strains, with eight Variations. 
The fourth of these presents the theme in canon, at least 
so far as the first strain, and the second strain is imitated 
if not strictly canonic. The last Variation is in the style of 
a March, and the melody is scarcely improved by being 
thus modified. The author appears to have been at sea on 
the subject of rhythm, and at sea without compass, for in 
one place (Var. 2) he gives half a bar short of the lawful 
measure, and elsewhere he divides the same phrases 
diversely in different Variations, making them sometimes 
to begin on the third and sometimes on the first crotchet of 
abar. This subject of bar-lines is strangely little under- 
stood by composers, so the writer of the present piece is by 
no means without company in his shortcomings * but it is 
one that demands and will well repay special study, since 
it is of grave importance to metrical propriety. In other 
respects, the piece is decidedly clever, and evinces intimate 
knowledge of organ effects. 
" The eyes of alt wait qlpon Thee, O Lord." Earvest 
Anthem. Composed by W. Taylor, Mus. Bac., Oson. 
TEE idea set forth in this anthem is of a gradual accumu- 
lation of power, showing the constant expansion of thank- 
fulness in the hearts of the devout. Thus, it begins with a 
bass solo, which is succeeded by a trio for the three adult 
voices, and this is followed by a semi-chorus written in four 
parts, the full choir being reserved for the final movement. 
Organ composers, particularly those who have much the 
habit of playin on their instrument, are sometimes prone 
to incertitude, or at least obscurity, in their part-writing - 
it is so easy to use a finger or two more or less in one chord 
than the ne2ct, that one cannot now and then help doubling 
a salient note, even though its progression be unaccount- 
able, and still less does it seem possible to help enriching a 
chord in the organ part with notes that have no place in 
the vocal score. This explains, if not justifies, the confu- 
sion of F and F =, and the leap from C> to G in bars 1 and 
2 score 3, of page S. It is more novel than satisfa tory that 
tle third movement is mostly in the key of Bb (though 
signed with but one flat), while those which pr cede and 
follow it are in the little analogous key of a. The full 
chorus has too much modulation and too many chromatic 
harmonies, to express the jubilation implied in the words. 
" ZotGse of Israel." FuLl Anthem. Composed by Charles 
IIenry Shepherd. 
THE first movement of this piece is in the free if not 
chromatic style, having general melodiousness and some 
pleasing soft harmonies. It consists of but eight bars 
which are first given to the organ alone, and then repeated 
by the voices. It fails in clearness, until the reader can 
reverse the position of the bar-lines in his mind, so that he 
may throw the chief accent throughout on the second half 
of the bar; this, as was remarked in speakinffl of Mr. iFos's 
"Andante," is a matter of more importance than writers 
generally appear to consider it, and our young composer 
will do wi8ely to give it serious consideration in future pro- 
ductions. The nest movement somewhat stultifies the 
definition "Full Anthem," since it is written foravocal 
quartet only; but it is even shorter than the preceding, and 
the chorus is resumed for the phrase which completes its 
verbal and its rhythmical sense, so tha.t the employment of 
the 8010 voices is as a piece of colouring rather than as an 
incident in the plan. This choral entry gives appropriate 
emphasis to the words "But standeth fast for ever," de- 
scribing Mount Zion as the symbol of " those that put their 
trust in the Lord." A capitally sustained movement follows 
which fully makes up for the brevity of the two preceding 
and which owes much of its truly forcible efect to the pre- 
valence of suspended discords- there is nothing to compare 
for breadth with this style of harmony, and its use in choral 
vrriting, especially for the Church, is most judicious. The 
final portion of the Anthem is a resumption of the theme of 
the quartet, which is allotted now to all the body of voices 
and estended to a completeness which it has not when it is 
first announced. The whole ends softly in a manner that 
cannot fail to leave a pleasant impression. The Anthem 
has very decided merit, and is worthy the attention of those 
who have the opportunity to bring such music into public 
use. Mr. Shepherd is stated to be an Associate of the 
Academy, and he does credit to his schooling. 
Sonata Rz E minor. For Pianoforte and Violoncello. 
By Walter Maefarren. 
We are glad to find that, in spite of the many demands 
upon his time, Mr. Maefarren continues to give us works 
moulded in that classical form which appeals not to the 
many, because it proves that the commercial spirit of the 
day does not so thoroughly rule our English composers as 
to make them unmindful of the truest interests of their art. 
The Sonata before us is we think destined to take a high 
rank amongst the compositions of its class, for it is not only 
excellently written throughout for both instruments, but is 
50 extremely melodious as to be certain to win its way 
even with an audience incapable of appreciating many of 
its mor0 recondite merits. The first movement, in E minor, 
is based upon a charming theme, first given out by the 
violoncello. The pianoforte passages which follow are 
most skilfully woven in with the violoncello part, and a 
cantabile subject, richly accompanied, gives muc'h relief 
to the animated writing which precedes it. We greatly 
admire th0 manner in which portions of the original 
melody appear in various keys before its return in E minor 
and th0 conclusion of the movement i8 exceedingly brilliant 
and effective, the showy pianoforte part being in excellent 
contrast with the more quiet passages for the violoncello. 
The Scherzo, in G major, which follows, begins with a 
vivacious and striking theme for the pianoforte, the two 
instruments being afterwards united in animat0d converss 
tional phrases of much interest. The second subject, a 
quiet melody, with a chord accompaniment, contrasts well 
with the playful opening; and a coda, formed of fragments 
of the first subject, brings the movement to an eigective 
conclusion. In a Sonata of such pretension w0 seem to 
miss a developed slow movement; but in its place we have 
an Adagto, marked " Piu tosto Recitativo," which appears 
a sort of dreamy meditation upon the principal subject in 
the first movement, and merely serves as an Inter?nezzo to 
introduce the final Rondo with additional effect. This 
begins in the Tonic major, with a Cantabile theme for the 
pianoforteX the violoncello afterwards playing the melody 
with the piano, an octave below. Some eflective passages 
for both instruments then lead to a second subject in C 
sharpminorfor the violoncello- and amongst the points 
worth noticing we must mention the unexpected intro- 
duction of the opening theme in F major, before its re-entry 
in the original key, and the modulation of the second 
subJect into A minor, the management of all these changes 
of key showing a thorollgh mastery over the resources o'f 
harmony, without any pedantic attempt at a mere display 
of learning. We regret that in our necessarily brief notice 
of this Sonata we can but indicate somev of the many 
beauties which it contains, but we hope that enough has 
been said to draw attention to the composition and to lead 
violoncellists as well as pianists to examine it and judge for 
themselves. It would be faint praise to the composer to say 
that he has merely sustained his reputation, for an artist 
should always progress; and we are glad therefore to record 
our conscientious conviction that this is byfar the best 
work we have yet seen signed by his name. 
Mon Reve. Impromptu, pour le Piano; par J. N. Perger. 
THIS little sketch has an exceedingly melodious and 
quietly harmonized theme for its principal subject; but 
little i8 attempted in the way of development. The melody 
in the subdominant is treated in the usual dream-like 
manner, with an accompaniment of semiquarrers in ptano 
chords, which may be madeeffective with a refined touch. 
M. Perger writes gracefully; but pieces like "Mon R6ve" 
Wiu scarcely make a name. 
Theshadow orz my heart. Song. Composed by Arthur 
O'Leary. 
Iy Mr. O'Leary's songs should succeed in making their 
way through the crowd of conventional ballads which block 
up the musical thoroughfare in the present day, it may be 
a( cepted as a wholesome sign of the times * for it cannot be 
said that they have been much aided in their progress bg 
any of our popular vocalists. Whether as a rule public 
singers everread reviews we cannot tell * but there is no 
question that they would by doing so constantly have songg 
brought under their notice which they might otherwise 
never hear of; and it would certainly be additionally grati- 
fying to those whose duty it i8 to draw attention to the 
merits of a new composer if they could think that pro- 
fessional, as well as amateur, artists would be influenced by 
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